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"It [dance] is not an independent art; it is truly female needing a sympathetic mate 
but not a master in music."(p.132) 
DORIS HUMPHREY from The Art of Making Dances (1959) Grove Press, New 
York 
 
 
 
 
"Then there is a large class which has no respect at all for the music, but uses it to 
fit the situation, cutting it, speeding it up, slowing it down, changing its entire 
musical meaning to suit the ends of the dance." ( p. 113) 
JOHN MARTIN in The Modern Dance (1933) 
Dance Horizons Inc. 
 
 
 
 
"The fact that the two, the dance and the music, do the same thing, one repeating 
the other, suggests the nineteenth century much more than it does the twentieth. I 
think it is livelier to have more than one activity going on at once, so that the eye 
and the ear of the spectator are not fixed, but are free to make for each observer 
his own experience."(p.141) 
MERCE CUNNINGHAM with Jacqueline Lesschaeve 
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The close working partnership between choreographer Merce Cunningham 
and composer John Cage saw many collaborations that challenged traditional 
concepts of the relationships between music and dance. Cunningham and Cage's 
work rejects the notion that the dance and the music must be expressive of the 
same continuum of ideas and instead explores the possibilities of co-existence. As 
Cunningham explains, "My work with John [Cage] had convinced me that it was 
possible, even necessary for the dance to stand on its own legs rather than on the 
music, and also that the two arts could exist together using the same amount of 
time, each in its own way, one for the eye and the kinesthetic sense, the other for 
the ear."1 
This radical departure was very much a reaction to the traditional approach 
to music for dance, but in many ways it was a necessary turning point in the 
development of modern dance. Choreographer Nanette Hassall, a prominent 
figure in Australian modern dance, sums up the significance of their work, saying 
"With Merce Cunningham and John Cage's challenge to the traditional 
relationship of music with dance it was possible to experiment with lots of other 
kinds of relationships....."2 
In this thesis I wish to examine the ways in which several Australian 
choreographers have explored a variety of possible relationships between music 
and dance in their work. By examining their work and ideas I will show how they 
have each individually met the challenge offered by modern dance by finding new 
relationships between the two art forms. 
I will focus on four Australian choreographers - Helen Herbertson, Don 
Asker, Beth Shelton and Sue Healey. Although these choreographers represent a 
fairly small cross section of the world of contemporary dance in Australia, I feel 
that their work reveals a diversity of approaches. On the basis of personal 
interviews with the choreographers about their work and an examination of other 
materials ( videos, program notes. etc.) I will discuss how they, as 
choreographers, perceive the 'role' of music and how they incorporate it into their 
work.   
Different choreographers have different approaches to using music in their 
work, and these approaches can change from project to project. Rather than 
trying to define the nature of the relationship between music and dance, I will 
                                                 
1The Dancer and the Dance; Jacqueline Lesschaeve with Merce Cunningham 
2'Interview with Nanette Hassall' by Warren Burt, in SOUNDS AUSTRALIAN, 
Autumn, 1992 
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attempt to describe the types of relationships that can exist between dance and 
music, with specific reference to the work of the above composers, and discuss 
the aesthetic positions that inform these approaches. 
The diversity of Australian culture and society is very much reflected in the 
scope of activity of contemporary dance. From high profile/large budget 
companies such as the Sydney Dance Company to smaller companies such as 
Expressions Dance Company (Brisbane) and Danceworks (Melbourne) to 
companies working outside Western tradition, like Bharatam Dance Theatre, and 
smaller community based dance groups and 'hybrid' theatre forms that incorporate 
dance and movement, this diversity encompasses many philosophical, aesthetic 
and cultural viewpoints. By giving a brief historical overview of the development of 
'modern' dance in Part One, I aim to provide a context for the current climate of 
contemporary dance in Australia.  
In Part Two I will examine the work and ideas of the four choreographers 
who form the focus of this study. I will describe the ways in which they utilize 
music in their work and how this reflects their main motivations and objectives. I 
also aim to reveal the attitudes and aesthetic positions that inform the choices 
they make with regard to the use of music their work. Part Three will present a 
comparative analysis of the choreographers' work and approaches, focussing on a 
number of key areas of relevance, such as collaboration and creative processes. 
 
******************** 
Dance and music have always existed together. From the earliest recorded 
times dance and music have been an integral part of society. There are 
references to ritual dancing and music making in the literature and art work of 
Ancient Greece. In the Middle Ages in Europe, scholars such as Johannes de 
Grocheo recorded that dance forms such as the Estampie were accompanied by 
instruments ranging from drums and bells to bagpipes and trumpets.  
The Renaissance saw the rise of theatrical dance typified by the grands 
ballets and social dances of different countries or regions developed into 
characteristic dance types such as the allemande and sarabande. These 
developments in dance were paralleled by the rise of accompanying musics which 
took their character from the dance. This tendency for music to adopt 
characteristics and forms from the dance is illustrated by the popularity of the 
waltz in the 19th century as both a social dance and a musical form adopted by 
composers such as Chopin and Strauss. 
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The development of the ballet (which paralleled the development of the 
opera) in the French and Italian courts of the 16th and 17th centuries was 
supported by the music of composers such as Lully(1632-1687) and 
Rameau(1683-1764). The 'Golden Age' of the ballet, as exemplified by the Ballets 
Russes and choreographers such as Petipa and Diaghelev, also gave rise to the 
musical 'masterpieces' of Tchaikowsky  and Stravinsky.  
The music that grew from the dance in these cases was ensured an 
autonomous life on the concert stage whereas the dance itself was seemingly 
dependent on the music for its existence. Not until the early twentieth century was 
there any real exploration of the possibility that dance could exist without music. 
Some of the works of choreographers such as Doris Humphrey, Mary Wigman 
and Martha Graham in the 1930's did attempt to free dance from the 'tyranny' of 
music. Pieces such as Graham's "Drama of Motion" explore the essential 
elements of movement without the use of music to provide form and structure. 
Her ventures into the area of dance without music  and those of other 
choreographers such as Humphrey and Wigman succeeded in challenging 
ingrained concepts of dance's dependence on music. 
Graham did in fact choose to use music in many of her works and 
commissioned many new scores from composers such as Louis Horst and 
Norman Lloyd. Graham, along with Doris Humphrey and other pioneers of modern 
dance, worked with a number of composers on the development of scores that 
could be incorporated into their work. This approach was also adopted by 
subsequent choreographers of modern dance who sought music that was 
sympathetic to their aesthetic ideals, representing something of a tradition of 
innovative collaboration. 
Choreographer Merce Cunningham, who had studied with Graham, further 
explored the implications and possibilities inherent in the concept of dance's 
autonomy as an art form. In association with composer John Cage, Cunningham 
sought new ways in which to align movement and sound. Their work together is 
characterised by the use of structural procedures that incorporated an element of 
chance or indeterminacy. In describing their work together, Cunningham says, 
"[we] both worked independently within the structure which we had agreed on"3. In 
one of their collaborations they both used a 'square root system' that Cage had 
been exploring in his music; Cunningham comments of this process that: "We 
                                                 
3The Dancer and the Dance ; Merce Cunningham with Jacqueline Lesschaeve. 
 7 
knew that at certain structural points we would meet. It didn't always 
happen....There was a back and forth between us."4. In 'Variations V', a mixed 
media piece utilising antennae and photo-electric devices, the technology is used 
to facilitate the chance procedures. Cage's music is being produced all the time 
but is only heard when the movements of the dancers on stage trigger the 
antennae  thus making the music audible. 
This concept of 'mutual independence' reflects Cunningham's approach to 
the dance performance as a whole. As he states, "The three arts don't come from 
a single idea which the dance demonstrates, the music supports and the decor 
illustrates, but rather they are three separate elements each central to itself."5 
Although the various elements may indeed be separate and autonomous, the 
associative meanings which are constructed from a work cannot be overlooked. 
The 'three arts' may not come from the one idea but by the very act of watching 
and listening the audience will more than likely perceive the work as a whole 
rather than the three component parts, regardless of the director/choreographer's 
intention. 
Developments in sound and music technology in the twentieth century have 
had a major impact on the use of music for dance, as far as increasing access to 
high quality recordings and also enabling easier editing of recorded 
sound.Composers are now able to compose music more quickly with a variety of 
technologies that allow for greater flexibility (ie. sequencers, sound modules, 
samplers etc.). The ramifications of such technologies for the relationship between 
music and dance are significant. Merce Cunningham was one of the first 
choreographers of modern dance to perceive and explore the possibilities such 
technology offered: "...In music, the advent of electronics also brought about a 
great change, the possibilities for both the sounds to be used in composition, as 
well as the methods of composition, were radically enlarged. Time didn't have to 
be measured in meter, it could be measured in minutes and seconds...."6 
The work of other contemporary choreographers reflects different ways in 
which technology has impacted on the relationship between music and dance. In 
Pina Bausch's Bluebeard (1977) the music is provided by a tape recorder centre 
stage which plays a recording of Bartok's Duke Bluebeard's Castle. The dancers 
turn the music on and off at various points, effectively dictating the terms of the 
                                                 
4ibid. 
5ibid. 
6ibid. 
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music's presence. As Wendy Cook points out in her article on music and dance, 
"The choreographer thus takes legitimate control of the music using not only the 
sound itself, but the visible source of that sound...".7 
The fact that 'control' is an issue reveals much about the nature of the 
relationship between music and dance and how it has traditionally functioned. 
When Doris Humphrey described dance as "..truly female, needing a sympathetic 
mate but not a master in music."8 she was expressing the prevailing view of 
modernist choreographers that dance needed to be liberated from the traditional 
role of dependence on a musical 'master'. While today many would baulk at 
describing dance as a 'feminine'9 art, dance's autonomy as an art form is still an 
issue for discussion. Wendy Cook voices these concerns, asserting that: "The 
independence of music is not in question: patently it does not need dance. The 
question mark is against dance's ability to establish a separate, independent 
identity, reflecting its own nature."10 
The ground breaking work of modern choreographers such as Martha Graham 
has enabled contemporary dance to stand largely on its own feet. Few 
choreographers of modern dance would maintain that dance 'needs' music. 
However, many choreographers today choose to incorporate music into their 
work, in one way or another. The late twentieth century has seen many re-
interpretations of the relationship that exists between music and dance and how 
this relationship is expressed within the context of dance performance. Having 
introduced the issues pertaining to the relationship between music and  dance and 
contemporary re-definitions of this relationship, I will now turn to an examination of 
the work and ideas of the following choreographers.
                                                 
7Wendy Cook, 'Dance and Music: A Marriage of convenience?' in MUSIC THEATRE DANCE 
 
8Doris Humphrey;The Art of Making Dance 1959 
9See Elizabeth Dempster's article in WRITINGS ON DANCE III or Roger 
Copelands article in CONTACT QUATERLY VII no.3/4 
 
10ibid 
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Part Two : The Choreographers 
 
 
 
Helen Herbertson 
 
 
Melbourne based choreographer, Helen Herbertson, has had an extensive 
freelance career in dance and has choreographed works for companies such as 
TASDANCE, Australian Dance Theatre and the State Opera of South Australia. 
She is currently the artistic director of DANCEWORKS (Melbourne). 
 
 
Helen Herbertson's work as a choreographer is very much focussed on the 
pure physicality of the body and the exploration of this physicality within the 
performance space. Her approach to the incorporation of music into her work, 
while reflecting the somewhat formalist nature of her work, is extremely eclectic 
and inclusive of a variety of musical styles and genres. Herbertson has 
choreographed a number of pieces with DANCEWORKS (often in collaboration 
the dancers) that incorporate music ranging from Tom Waits' 'Such a Scream' to 
Carl Vine's Piano Sonata. The choices that Herbertson makes with regard to 
music in her work are very much linked to the nature of the individual work, its 
central themes and objectives. The initial idea for a new work can come from the 
space in which it is to be performed, or a set design. Sometimes the initial idea 
may come from a piece of music but just as often the music is one of the last 
elements to be decided upon.11  
DANCEWORKS first work for 1993, 'Breaking The Silence' at The 
Wesleyan Hall, was "a collection of solos and group explorations" which used 
mainly pre-existing recorded music ranging from two songs from Tom Waits' 
"Bone Machine" to John Cage's 'She is Asleep' and a section of Ros Bandt's 
"Stargazer". The choice of music, as with many other aspects of the production, 
was decided upon as a group. As Herbertson says, "...those danceworks are so 
much a collaborative experience with the dancers and there's a lot of sharing of 
ideas...".12 
In 'Breaking The Silence' much of the dance material had already been 
choreographed before the music was decided on, a fact which clearly indicates 
                                                 
11from transcript of personal interview with Helen Herbertson of (18/5/94) 
12ibid. 
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that music is in no way central to the evolution of the dance. As a choreographer 
of modern dance Herbertson's work tends to avoid anything which implies a link 
with balletic tradition, including the use of narrative structure. Instead, the work 
focuses on the "dynamic of the body" and the physicality of the dancers.  
Herbertson describes 'Breaking The Silence' as being about "qualities of 
performance" and that the role of the music in this context is to "reflect ...the 
quality of the dance". The decision to use a certain piece of music is then based 
upon an intuitive appraisal of the 'quality' of the movement and what music will 
best highlight the essence of the work. That is not to say that the music should 
necessarily mirror this 'quality'. As Herbertson puts it, the music is required to 
"reflect, without "mickey-mousing", the quality of the dance."  
Music which mimics the dance or follows it in a literal way ("mickey-
mousing") is not an approach Herbertson favours. She describes past 
collaborations with composers where the "dynamics [of the music] match 
absolutely completely with the dance....it was like I was being chased - where ever 
I went choreographically, the music followed." Herbertson concedes that 
outcomes such as this are  largely due to problems in the specific collaborative 
process but it is also indicative of preconceived notions regarding the relationship 
between music and dance. This approach to the setting of music for dance very 
much reflects balletic tradition but it is an approach which none the less  persists 
in much contemporary dance. 
Rather than provide a narrative or literal interpretation of the dance, 
Herbertson believes that the music should also provide a 'key' for the audience; 
'...when there aren't any deep meanings it can get obscure, when you make your 
[dance] in physical terms only....about dynamics, footfall and so on."13 The role of 
the music then becomes that of an aid to comprehension, or at least appreciation 
of dance that is essentially abstract and lacking in narrative sign-posts. 
This dual function of the music, to both enhance the 'quality' of the dance 
and render this quality or essence more accessible to the audience is apparent in 
the works that make up 'Breaking The Silence'. The choice of two Tom Waits 
songs, "Such a Scream" and "All Stripped Down", which would fit broadly into the 
category of 'popular' music, functions in both ways. The Waits material provided a 
certain "quality" that paralleled the dance, as Herbertson describes it, "there was a 
'roughness' about [the music] that worked."14 The popularist elements of the 
                                                 
13ibid  
14ibid  
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songs, and their sense of cultural familiarity, enables the audience to more readily 
accept the slightly abstract dance material which they accompany. 
The choice of two less popularist, more musically abstract pieces, John 
Cage's "She Is Asleep" and Ros Bandt's "Mary at the Dairy"(from 'Stargazer'), was 
made for similar intuitive aesthetic reasons. The music in these instances was 
chosen by Herbertson and/or the dancers involved because, for them, it reflected 
or complemented the character of the dance. "Mary at the Dairy" was chosen for 
Nicky Fletcher's solo piece because "...the quality [of the music] worked against 
the quality of her physicality. There were no sort of deep meanings..."15 The very 
fact that the dance in this instance exists on a purely physical, abstract level, 
uncluttered by specific meaning, allows for diverse readings of the work. And 
although the presence of music and/or sound does enhance the reading of the 
work, the choice of Bandt's music, rather than imposing a meaning, sustains the 
inherent abstraction of the work. 
One of the main objectives of 'Breaking The Silence' was to highlight the 
potential of the performance space, The Wesleyan Hall, particularly its 
reverberant qualities. In this work Herbertson focuses on the potential of the 
space by exploring the possibilities of making sounds within the context of the 
performance. As the programme notes state, "Breath, the sound of footfall, 
rhythm, energy and play with the space were all utilized as starting points as were 
the company members particular...qualities..."16. This desire to "showcase" the 
talents of the performers as well as the acoustic properties of the space resulted 
in several of the members of the company composing a section of vocal music 
which they sing as part of the performance. Herbertson describes how two of the 
dancers, Dianne Reid and Michael Collins, experimented with different vocal 
sounds in the space; "..trying to find something that would resonate....softer, really 
quiet things seemed to work.."17. They devised music based around a simple 
harmonic setting of a poem by Dianne which was then incorporated into the 
development of the dance material. Herbertson's approach to the use of music in 
this instance reflects her overall vision for 'Breaking The Silence' in which the 
sound and the movement are both explorations of the central theme of the work - 
the spatial and reverberant potential of the performance space. 
                                                 
15ibid  
16Program Notes, 'Breaking The Silence', DANCEWORKS, 1993 
17ibid 
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DANCEWORKS' second project for 1993, 'In the Company of Angels' at 
the CUB Malthouse, represents something of a contrast to much of Herbertson's 
earlier work, both in its theatrical scope and the incorporation of live music into the 
performance. Herbertson's vision for 'In the Company of Angels' was for a work on 
a large scale, of which the music was very much an integral part. The main aim of 
this project, as outlined in the company's artistic report for 1993, was "to create a 
full length work which is daring in its choice of elements and which integrates set, 
costume and lighting design with choreography, live music [and] dance 
performance."  
The live music consisted of several works by two contemporary Australian 
Composers, Carl Vine and Ross Edwards, performed by Michael Harvey (piano) 
and Hartley Newnham (countertenor). The decision to use live musicians rather 
than recorded music for this work ensured that there was a strong sense of 
connectedness between the dance and the music. This was not just because of 
the physical proximity of the musicians to the dancers but was due largely to the 
"generous sensitivity"18 to the dance shown by the two musicians. By the time 
Harvey and Newnham entered the rehearsal process much of the dance had been 
set but rather than merely supplying a live replacement for the tape player, they 
were often able to adjust timings slightly to sit better with the dance. As 
Herbertson comments, "Their willingness to be an integral part of each 
performance gave 'In the Company of Angels' an added power that would not 
have been there with recorded sound. It was a privilege to hear the musical 
performances grow and expand along with the dancers'... and to watch the 
inspiration each art form gave to the other."19 
Herbertson's choice of music and the choice of musicians in this instance 
were closely linked. The choice of Ross Edwards' 'The Hermit of Green Light' was 
very much a response to the set design by Simon Barley which provided the initial 
concept for the piece. The 'particular sound' of the Edwards piece, its "very 
strange...stark quality"20, seemed to resonate with the archaic quality of the 
design. The choice of counter tenor Hartley Newnham was a natural one as 
Edwards had written the song for him. The choice of Carl Vine's Piano Sonata 
seems a strange match for Edwards' music but it was the contrasting of styles that 
appealed to Herbertson. "'Angels...' was a piece of extremes. If ever I was going 
                                                 
18DANCEWORKS Artistic Report for 1993, 
19ibid. 
20From interview transcript 
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to put Ross Edwards' music against something then why not put it against Carl's 
which has such passion and strength in another way." In contrast to the 
'crystalline' sound of Edwards' music, Herbertson welcomed the challenge "to 
choreograph  against something as wild as [the piano sonata]."21 And similarly, 
when Herbertson decided to use Carl Vine's piano sonata, Michael Harvey, for 
whom the work was written, was the preferred performer. 
One of the main functions of the music in 'In the Company of Angels' was 
to create an ambience which corresponded with the visual and conceptual 
aspects of the work, the juxtaposing of "real and imagined worlds"22, particularly 
the "spiritual imagery of angels" and "the qualities of earthly environments"23 
Herbertson found the "spiritual" quality of Newnham's voice when combined with 
the "on earthiness" of the songs was disconcerting yet appropriate to the 
dichotomy implicit in the dance's themes. The choice of the Vine piano sonata 
provided choreographic scope as well as a dramatic tool to "shift the tension"24 of 
the piece.  
This personal connection which the performers had with the music was, for 
Herbertson, one of the strongest outcomes of the work. Because of this 
connectedness with the music, Newnham and Harvey "...brought all of their 
energy to bear on the piece...which gave it a lot of power."25 Herbertson also 
believes that it is important to consult the composers, where possible, about the 
use of their music for dance. In the case of 'In the Company of Angels', she 
already knew Vine from past work together, and she also contacted Edwards 
about using his work as well as asking him about other possible music to be 
included. This contact with the composers enabled Herbertson to source other 
music as well as gain permission for slight adjustments to the score, reflecting  her 
commitment to maintaining the integrity of the music. 
Herbertson's work as a choreographer, while focussing largely on the 
intrinsic qualities of movement and physicality, also reflects an interest in 
engaging a variety of music in different ways. These range from using music to 
reflect or support the 'quality' of the movement, to incorporating music as a 
physical and theatrical presence in her work. 
                                                 
21ibid  
22Program Notes for 'In the Company of Angels', 1993. 
23ibid. 
24From interview transcript 
25ibid  
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Don Asker 
 
 
Don Asker has worked as a choreographer and performer both overseas and in 
Australia. He founded Human Veins Dance Theatre ,  was instrumental in setting 
up an Australia/China Dance exchange and has collaborated on dance works with 
many composers, most recently with Ian Chia. 
 
 
As with most choreographers working in the area of modern dance/dance 
theatre, for Don Asker the perceived role and function of the music can change 
from project to project. In the case of collaborations between composers and 
choreographers music can function as an integrated component of the 
performance or, in instances where pre-existing music is used, it can be used as a 
sign post to contextualise and comment upon aspects of a work. 
As a choreographer, Asker is very aware of the impact that sound has on 
the audience's perceptions and one of the main requirements for music and sound 
in his work is that they contribute information and meaning to the piece as a 
whole. The associative possibilities of sound and music and the manipulation of 
these properties in the construction of a piece ['Sound Design'] is an area that 
Asker finds increasingly interesting. A 'Sound Scape' can consist of "textual 
information, spoken and ambient, that might include information that has historical 
references that might attempt to inform on a whole range of levels."26 Music can 
play an integral role in the overall 'Sound Design" of a piece and this is reflected 
the ways in which music is employed in Asker's work. 
The music for Asker's 1992 production, 'Skin Deep' (for EXPRESSIONS 
Dance Company ) is drawn from a number of sources, ranging from traditional 
African and Balinese music to works by Otmar Liebert and Astor Piazzola, 
resulting in a musical collage of sorts. Asker describes this sort of creative process 
as a kind of personal journey; "I can advance to the edge of the unknown, bringing 
my whole past of images and my whole bag of ideas and I can try to go into some 
kind of re-organising of those.....I can allow myself to be the sole arbiter of the 
elements and still take this big risk." 
It is easy to understand the appeal of this kind of approach and the creative 
control that it ultimately affords the choreographer. Music, along with the design, 
costume and lighting, becomes another element with which the choreographer 
                                                 
26ibid. 
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can illuminate the central idea embodied in the dance. The cultural specificity of 
music can also allow the choreographer/director to exploit its associative 
possibilities. 
In  'Skin Deep', the music is used very much as a signifier, often providing a 
cultural context for the dance. Asker describes the work as being about "image 
and popular notions of dress and undress....a very simplistic piece....I felt very 
easy about gathering some tunes together and cutting them occasionally with text 
and letting the piece exist." The popularist aspects of the piece are clearly shown 
by the incorporation of South American dance styles, such as the tango, 
supported by the music of Piazzola. In this instance the choice of music seemed 
obvious to Asker and the music was incorporated into the development process 
as a "natural encouragement"27 of the movement ideas. 
Not all the musical choices were so straightforward and the various 
sections of the work "tended to be sourced in different ways"28 Asker describes 
the process: "Some choices occurred after the development of images and and 
some occurred before. There was no real constant method of working there." This 
absence of a 'constant method' seems to indicate that the relationship between 
the music and dance in Asker's work is never a set one.  
Whereas the choice of Piazzola's music represents a fairly clear-cut 
matching of dance and music, the introduction of some traditional Balinese music 
into the work was not such an obvious choice and in fact Asker admits that it was 
the choice he least understood.29 The quality of the sound and its exotic, ritual 
nature appealed to Asker, as did "the sense of....tension that the bamboo 
Gamelan tends to generate." This 'tension' was not just musical, but very much 
cultural, as it seems to be in direct conflict with the central themes of the work, ie. 
'popular notions of dress" in Western Culture. The introduction of this music out of 
its cultural context is a striking musical statement which can be interpreted by the 
audience in a number of ways. It can be perceived as ironic juxtaposition, a 
comment on western society or perhaps merely something 'exotic' for the sake of 
it. Asker recognises the potential that the use of the Balinese music has as a 
'signifier' in this context, in that it contributes to the construction of associative 
meaning in the work. 
                                                 
27From transcript of personal interview with Don Asker (20/5/94) 
28ibid  
29ibid  
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The music was also used to support the movement, as Asker explains; 
"...just as the costumes supported the gestures or helped provide some 
modesty....so the music became/provided a comfort blanket....Certainly I thought 
that it was chosen in a way that was ...about helping to assist in the slight 
unwrapping of those people.....I would say that that function of support was a 
clear one."30 
On another level, Asker describes how the presence of this music also acts 
as a possible distraction for the "more contentious threads" in the work (such as 
cross dressing), in that the presence of the music ensured that the issues being 
raised in the dance did not become "too dogmatic or didactic". In effect, the role of 
the music was to ameliorate anything unpalatable in the dance.31 
Asker exhibits a marked preference for collaborative partnerships with 
composers in his work. Although he acknowledges that there can be problems 
inherent in any collaboration, he believes that there is ultimately "...potential for 
more discovery because [the composer and choreographer] are there on that 
threshold with four eyes and ears..."32. The fact that Asker regards collaboration 
as a preferred way of working would seem to indicate that his concerns as a 
choreographer/director lie in finding ways in which music and dance can interact. 
This is also evident in the way he talks about his own work and the role of music 
within it: "I don't see myself marginalising sound under the primacy of dance any 
more, and in fact I don't really like to think of a separation of music and dance, but 
tend to come back to something which is just about performance. That really is a 
more comfortable heading for me to put my work under now."33 
'Bending the Willow', Asker's 1994 production at the George Fairfax Studio, 
was a collaboration with Sydney based composer, Blair Greenberg. The work 
displays a high level of interaction between the musical and theatrical elements in 
which the musicians are very much a physical presence. Although the musicians 
were generally on the periphery, Greenberg was able to cross the barrier between 
being a musician 'off stage' and being a performer 'on stage' as a kind of 
'wandering minstrel'. His participation in a theatrical role in the work reflects 
Asker's preference for integration of art forms in his work rather than a traditional 
approach in which music is merely an accompaniment.  
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Although he describes the collaboration with Greenberg as  "stimulating" 
and "productive", Asker admits that his vision for the music and that of the 
composer's did not always correspond. Asker describes the music, in this 
instance, as being "illustrative of intention", in that it is appeals to and engages the 
audience while reflecting on the dance/theatre. This is a valid position for the 
music to take, but Asker's preference would have been for the music to provide 
more in the way of "essential information on some aspect of the performance's 
goals"34, in the form of cultural or historical refernces or other contextual sign 
posts. 
 Asker maintains that the nature of collaboration is such that the final 
product should always reflect the creative input of both partners and that some 
degree of compromise is inevitable. Although in this instance the musical outcome 
may not have been what he would have envisaged, Asker believes that in any 
collaborative relationship there must be the flexibility to adjust approaches and 
objectives and the awareness to recognise when this is necessary. Despite the 
problems that can often occur within collaboration, Asker remains committed to 
this approach and believes that the creative benefits still far outweigh the potential 
disadvantages. 
 
                                                 
34ibid.  
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Beth Shelton 
 
 
Beth Shelton has worked as a choreographer with many of the major dance 
companies in Australia. She was a founding member and joint artistic director of 
DANCEWORKS and is currently Artist in Residence at La Trobe University. She 
has worked collaboratively with several composers, including Andree Greenwell 
and Sarah Hopkins. 
 
 
In describing the role of music in her work, Beth Shelton says; "I see it as a 
possible really exciting, very powerful partner that's able to do different kinds of 
things, but I don't see it as a necessary partner."35 Shelton's views are very much 
a reflection of her background as a choreographer, which was largely in modern 
dance [and particularly post-modern dance in the early days of DANCEWORKS]. 
In earlier works Shelton viewed music as an option rather than a given, an 
aesthetic position far removed from traditional concepts of dance. "Ballet people 
see music as absolutely and utterly integral and I suppose I never will see it as 
being as integral as that."36 As a choreographer working in the early 1980's 
Shelton was aware that it "wasn't in fashion for dance makers at the edge of 
things to consider music a necessary element. The dance came out of the 
physicality, not out of the relationship with the music."37 
Shelton's more recent works explore the possible roles of music in dance, 
often in the context of collaborations with composers, although sometimes this is 
not a viable option. Shelton is aware of the "enormous inherent simplicities"38 of 
working with recorded, pre-composed music in that the music provides a clear 
starting point and potential framework to work with. She admits that "although 
you've got to make a relationship with it [the music]....there's already a complete 
structural form into which you will place your work."39 In her current work as Artist 
in Residence at La Trobe University, Shelton often uses recorded music when 
working with the students and acknowledges the appeal of taking familiar or 
popular music (such as Enya) and "just putting it in the tape player and dancing to 
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it".40 In her work with community dance projects, Shelton feels there are definite 
advantages to using recorded music. Given the kind of organisation required for 
community based work, she believes it is more practical to use recorded music as 
a constant "defining force".41 
Despite the practical advantages inherent in the use of  recorded music for 
dance, Shelton still feels a strong personal preference for live music with her work. 
Recorded music may be convenient but, as she explains, "The music doesn't feel 
as much a physical force....it can still be very relevant, but somehow it doesn't 
quite have the presence in the space with the dance."42 This preference extends 
to instances where the music has not been written specifically for the dance,  as 
was the case with 'Common Touch - Eve's Dance' [DANCEWORKS 1990] where 
the music by Andree Greenwell had been written for previous performance . This 
piece was part of a program which featured a live string quartet that performed 
with the dance as well as by themselves. The program was extremely well 
received and Shelton believes this was largely due to the "integration of the 
elements....and people just loved having the string quartet there playing."43 As a 
choreographer Shelton is attracted to the idea of the music being a live, interactive 
component of the performance in which there is always an element of "the 
unexpected, the extraordinary, the 'in the moment'."44 
It is the concept of interaction that draws Shelton to engage in 
collaborations with other artists. As she explains, "I have always enjoyed the 
sense of stepping over a cliff....You're actually constructing a new form in both art 
forms."45 Shelton believes that the collaborative process represents a challenge to 
the individual artists, "there's a sort of testing that goes on between you, about 
ideas, that can take things deeper, and clearer sometimes, rather than when you 
just sit there on your own, simply because the process of communicating with 
another person means that you have to articulate your ideas"46. Rather than 
perceiving collaboration as being a means of generating music that fits the dance, 
Shelton is more interested in an outcome in which the music and dance are 
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expressive of the same ideas, where the whole is greater than the sum of the two 
parts. 
In 'Three Wings' [DANCEWORKS 1990] Shelton collaborated with 
Melbourne based composer, Andree Greenwell. The work was inspired by the 
work of Hildegard Von Bingen (1098 - 1179), particularly the imagery of her 
'visions', and the strong sense of a "women's spirituality"47 which they imply. 
Although the initial concept for the piece was Shelton's, Greenwell also felt a 
strong empathy with the material. Shelton explains, "I already had all the ideas of 
the genesis of the piece myself and I had no idea whether Andree would be the 
kind of person who'd respond to those ideas or not. But as it turned out, I think 
they were terrific ideas for her, they ended up being something that she could 
relate to really strongly, both personally ...and musically". This shared attraction to 
the imagery and philosophy of Hildegard's work enabled Shelton and Greenwell to 
form the basis for a very productive creative partnership, one which the composer 
described as one her "most fruit collaborations."48 
One of the most potent images for Shelton in Hildegard's work is that of 
'breath', which serves as a metaphor for both life and movement as well as 
providing a way of expressing the fundamental relationship that exists between 
movement and sound. The exploration of these ideas in both the music and dance 
provided one of the main unifying elements of the work. The choreographer felt 
"...a really strong desire to work with breath, both as a rhythmic element and an 
expressive or emotional kind of element."49 This approach had very obvious 
implications for the music as well as the dance. As part of the collaborative 
process Greenwell spent time with the dancers, improvising around aspects of 
breath and breathing as a means of generating and developing musical material. 
The musical score that evolved combines synthesized sounds with sampled 
recordings of breathing with which Greenwell performs live, incorporating her own 
voice and breathing. Just as there were elements of improvisation in the dance, 
the structure of the music allowed for flexibility in performance resulting in a score 
that was both interactive and evocative of the work's central themes. 
The development of the music and dance in 'Three Wings' clearly reflects 
Shelton's views about the nature of collaboration. Integral to this development was 
a process of continual interaction between the composer and choreographer, the 
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music and dance. Shelton's work with Brisbane based composer Sarah Hopkins 
approaches the relationship between music and dance from a slightly different 
position. Whereas in the case of 'Three Wings' Shelton concedes that the dance 
was very much the primary art form, despite the level of integration that was 
achieved, her work with Hopkins on 'Sky Song' [1988] was largely directed 
directed by the composer's vision for the work. As Shelton puts it, "It was Sarah's 
project, not mine, it was more [like] 'she is a composer commissioning me to bring 
my work to her',....she was the one who wanted it to happen."50 
This type of working relationship is hardly typical of most 
composer/choreographer collaborations where the dance is generally assumed to 
be the primary art form. 'Sky Song' incorporated several sound sources including 
vibrating wire, wind chimes, 'cello and 'whirly' instruments. The dancers performed 
with the 'whirly' instruments, their movement material being largely dictated by the 
physical act of swinging the instruments. Shelton describes this experience 
whereby "...the body creates the dance and the body also creates the sound at a 
really basic level. Seeing them as emanations of the same.... the sound is a 
movement, the movement is a sound."51 Although in many non Western cultures 
music and dance are intrinsically linked (West African Drumming is one example) 
this is not a concept which is explored to any real degree in much contemporary 
dance. As Shelton says, "It's ...an extraordinary feeling as a dancer to be making 
the music at the same time as making the dance."52 
As a choreographer Shelton is very mindful of the dynamic that exists 
between the music and the dance. With the exception of her work with Hopkins, 
she acknowledges that there is often an underlying assumption that the dance is 
the primary art form. She agrees that this was the case, to a degree, in her work 
with Greenwell on 'Three Wings'. But even in this context Shelton still believes it is 
vital that the music retains its integrity and she adds that "Andree had ... enough 
sense of it being her own music that she was able to work within that structure and 
still make the music really strongly hers."53  
Shelton sees a number of reasons for this privileging of one art form over 
another. The main focus of a dance company is obviously to produce dance 
works, and in instances where they actually commission composers, their role is 
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seen as very much a supportive one. Shelton believes that this kind of attitude 
also reflects something of the aesthetic position of 'Modern Dance'. She explains, 
"perhaps in ballet the music plays the tune and the dancer dances, but ...in 
modern dance the physicality of the dance is the primary thing and the music 
comes to meet with that."54 
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Sue Healey 
 
 
Sue Healey has worked extensively as a choreographer and dancer, both in 
Australia and overseas. She has collaborated on several works with Jazz 
musician and composer, Mike Nock. Sue is currently working with Vis a Vis Dance 
in Canberra. 
 
 
Sue Healey freely admits, "I guess I've always been a frustrated musician. I 
think if I could have that talent, that's what I would have chosen."55 This deep 
connection to music is evident in her work, particularly in the way that the music is 
often featured, rather than merely functioning in a supportive role. Healey 
describes the nature of her own personal relationship with music, saying 
"Ultimately, I included music in my work because it does drive me, it does speak 
to me and it does make me want to dance."56 It is this perceived "power" as a 
motivating force as well as a strong emotional presence that Healey seeks to 
engage and explore in her work. 
Healey has worked on several collaborations with composer Mike Nock and 
over the years they have developed a close working relationship. In describing the 
way their creative partnership functions, Healey points to communication as a key 
ingredient in any successful collaboration, right from the inception of a project 
when central themes and objectives are discussed. Throughout the development 
of the work there is a process of on-going consultation and re-evaluation between 
the composer and choreographer, resulting in a close understanding of each 
other's work.  Healey has a great respect for Nock's ability as a musician and 
composer and has learnt to trust his musical judgement within the context of their 
collaborative work.  
In, 'Knee Deep in Thin Air'57, one of their most successful works together, 
the music is a  powerful presence in the space and allows the skills of the 
musician to be show-cased alongside those of the dancers. Healey is committed 
to the notion that the music and dance are partners, particularly when there are 
live musicians involved in the performance. In 'Knee Deep..' and other works with 
Nock, she has consciously designed the piece to incorporate sections of music 
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unaccompanied by dance. This structural device has several functions; it provided 
an opportunity to feature the skills of the musician, and it also "...gave the dancers 
time to reflect on what was happening, to just stand there and listen and I think it's 
a fantastic breathing space for the audience to have as well."58 
Healey's work with Mike Nock is also characterised by the way in which the 
relationship between the music and dance is never allowed to become static. The 
success of this approach is due, in part, to the composer's ability to be intuitive 
and flexible in the construction of the music. The incorporation of elements of 
improvisation in the music (as well as the dance) allows for a greater degree of 
interaction between the musician and the dancers. Healey describes Nock as 
being very receptive to the dance and very open to the inherent potential in the 
interplay of the two art forms, to the extent where "...he began to look at the 
dancers as other instruments in his jazz ensemble."59 This idea of all the 
performers, musicians and dancers, constituting a unified group, or an 'ensemble' 
is one that appeals to Healey. "I am interested in the whole event, and whatever 
happens within that theatrical event, the relationships need to make sense, they 
need to work off each other and there needs to be this really vital dynamic."60 
Healey's approach to the incorporation of music in her work can be seen as 
her way of dealing with the kinds of hierarchies that exist between music and 
dance. "Music has always been there as a slave to the dance, right from the 
ballet. Dancers have always used music as a crutch, I guess."61 In much of her 
work, Healey aims to explore alternatives to the traditional relationship between 
music and dance by using music without dance, dance without music, as well as 
the various possibilities that exist between these two extremes. In describing the 
relationship between music and dance, she says, "I tend to see it as a shifting 
hierarchy. There are moments when the music does support the action but there 
are also moments when the dance can take a much lesser role. I guess as I'm 
building my works I'm looking for that shifting all the time; trying to find the 
balance."62 
Recently Healey has embarked on new creative partnerships "with two 
completely new composers"63 in which she has approached the development of 
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the work from a slightly different angle. Several months before she started working 
with the dancers in the studio, Healey began working with the composers on 
devising the score, an opportunity which she had not previously had in other 
projects. In describing the benefits of this approach Healey says, "...the positives 
have been that I can spend all this time having a real say in what the sound 
environment is. Then when I finally get into the studio it's there as a 
structure.....That's fantastic - to know what the world is that you're about to launch 
into."64  
Healey concedes that this approach did also have its problems, particularly 
for the composers who had limited experience working with dance. There was a 
degree of frustration on the part of the composers because there were certain 
questions relating to specific aspects of the dance that could not be fully answered 
by Healey until work had started in the dance studio. As she acknowledges, this 
approach requires an amount of trust on both sides; "I've got to trust that you take 
what I say and translate it into music and you [the composer] have to trust that 
what I'm saying is actually what I'm going to do in the end."65 The 'success' of this 
kind of collaboration depends largely on the level of communication between the 
composer and choreographer, but it seems to be a less balanced and interactive 
approach which in a way gives preference to the creative objectives of the 
choreographer. 
Although the approach to these two more recent projects represent 
something of a departure from her usual work practices, Healey is aware of 
certain trends that seem to be emerging in her approach to music, following on 
from her work with Mike Nock. Both pieces combine a pre-recorded or sequenced 
sound track with live musical performance, providing the structural security of 
recorded music as well as the element of spontaneity of the live performer/s. Like 
many choreographers, Healey feels that the presence of live musicians adds 
immeasurably to a dance performance. She explains, "It's that dialogue that can 
happen live in performance that I find most exciting. The times when I've had to 
use recorded music.....it doesn't quite do it for me.....Even if it's not improvised, it's 
just that live voice that is most important."66  
Healey's desire to incorporate the music (ie. the musicians) as a physical 
presence reflects another trend in her work; as she explains, "in the last few years 
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I have been wanting to explore a theatricality in  my work. It's not purely an 
abstract dance form."67 This is clearly manifested in some of her recent work 
where the music and the musicians become actively involved in theatrical aspects 
of the performance. For instance, in a recent work which featured a brass 
ensemble, the musicians entered the theatre from outside, improvising in 
darkness. From there they had to process across the stage and later they were 
required to swing on swings. All this was quite a challenge for the classically 
trained musicians who were used to just playing music! As  Healey says, "They 
were really confronted by these simple physical tasks but it was fantastic to see 
them get it by the end."68 
The ways in which Healey includes music in her work reflects her desire as 
a choreographer to create meaningful partnerships between the two art forms; "It's 
the dialogue that exists between the two that is interesting....that conversation you 
can have."69 She achieves this by incorporating the music into the structure of her 
work as a theatrical component, rather than merely using the music as an aural 
enhancement of the dance. Healey admits that she often does not like the way 
other choreographers 'use' music and she is scathing of those that use music as 
"a cheap sensual thrill", adding, "I hope I never do that!"70 
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Part Three : Defining the Challenges 
 
 
The four choreographers whose work and ideas I have examined here are 
similar in many ways. They are all white and of European extraction; they are all 
working within predominantly Westernised cultural parameters; they all have a 
background in modern dance, strongly influenced by American and European 
ideas; they are all established and respected in their field. Within the diverse world 
of contemporary Australian dance these four individuals belong to a fairly specific 
group. There are obvious similarities, but there are also quite striking divergences 
in the ways in which they incorporate music into their work. 
As choreographers embarking on each new project there are a number of 
basic creative choices that have to be made with regard to music: whether to use 
music, what music to use, and how to use it. These choices may be automatic if 
the individual choreographer has a set way of working from which they seldom 
deviate. The choreographers that are dealt with here do not fit into this category. 
Each new project represents a new point of departure with its own inherent set of 
questions. The ways in which these questions are answered reflect the aesthetic 
positions of the individual choreographers which in turn reveal much about how 
they perceive the role of music in their work. 
All these choreographers produced dance works without the use of music 
during their careers, some more often than others. Given that they more often 
choose to incorporate music, I can began to examine the reasons for their creative 
choices and what this reveals about their perceptions of the role in their work. 
Even in the area of modern dance, where a relationship between music 
and dance is not necessarily a given, there is something of a tradition of 
collaboration between composers and choreographers. Each of the four 
choreographers has engaged in collaborative partnerships with composers and for 
some this is the preferred option. A decision to work collaboratively would seem to 
imply a desire to engage in an interactive relationship with the music and this is 
reflected in the ways in which collaboration is described. 
Don Asker, Beth Shelton and Sue Healey all said that, given the 
opportunity, they would prefer to collaborate. The main appeal of working this way 
was the creative potential inherent in joining forces with another artist. The sharing 
of ideas, the challenge of working with another person and relinquishing full 
control, the necessity to articulate and clarify a personal position or vision, were 
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issues reiterated by the above choreographers and moreover, regarded as 
benefits of the collaborative process. With regard to the musical outcomes, the 
main motivation for collaboration seemed to be in establishing a conceptual link 
between the music and movement. 
Each of these three choreographers have slightly  different approaches to 
the way in which this 'conceptual link' is expressed in their work. Don Asker places 
an emphasis on the need for music to provide "essential information"71 in his work 
within the broader context of 'sound design'. He perceives that collaboration with a 
composer can result in a sound world that is intrinsically linked to the central ideas 
of the work and in the potential to comment on it more deeply. For Asker, the use 
of music is part of the construction of meaning within his work, and  collaboration 
with a composer allows him to further explore the possibilities implicit in this 
process of construction. Music can thus function as a source of information (ie. 
culturaland historical contextualising) as well as a means of supporting material in 
the dance. 
Beth Shelton's work with composer Sarah Hopkins constitutes an 
exploration of the intrinsic relationship between movement and sound thus the 
'conceptual link' occurs at a fundamental level. In their work together the notion of 
sound as movement, movement as sound becomes the main structural and 
conceptual principle. This approach is also evident in her work with Andree 
Greenwell in 'Three Wings' in which the element of breath functioned as a 
metaphor for both sound and movement, and the incorporation of this element 
into the music became a natural extension of the dance.  
For Sue Healey the 'conceptual link' between music and dance is closely 
tied to the theatricality of her work. The collaborative process, as well as being a 
sharing of ideas, is also a process of construction in which the music and 
movement are combined within a theatrical framework. As Healey says, "I'm 
always trying to get rid of those boundaries that exist between music and 
dance".72 Collaborating with a composer allows her to create work in which the two 
art forms can interact as elements of theatre, both contributing to the expression 
of the work's central issues. 
Establishing this kind of close interaction between the dance and the music 
on a conceptual level is not necessarily one of Helen Herbertson's main objectives 
as a choreographer. Given the opportunity, she would not always choose to 
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collaborate. As she explains, "I'd like it as an option but it wouldn't be my only 
option musically. There's still lots of fantastic music around."73 For Herbertson, the 
main collaborative element in her work is between herself and the dancers and so 
decisions regarding the choice of music are often made as part of this 
relationship. Music can be seen to fulfil a  number of roles in Herbertson's work; it 
can be a source of inspiration; it can support or reflect the "quality" of the 
movement; and it can also provide the audience with a "key" - another level on 
which to relate to dance material which is often quite abstract.  
The ways in which each of these choreographers utilizes music in their 
work cannot really be categorized as quite often each new project is approached 
in a different way. However, despite these diverse approaches an overview of the 
types of relationships that can exist between music and dance may begin to 
emerge. Beth Shelton has suggested three broad metaphors that may help 
describe this relationship: 
1 sound is movement, movement is sound 
2 music and dance as co-existing worlds  
 (Cunningham / Cage) 
3 music and dance as inter-twining partners,  
 related but separate       
                                                 
73From transcript of personal interview with Helen Herbertson 
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Like all models and generalisations, these categories cannot hope to reflect 
the scope of potential relationships between music and dance but they serve to 
illuminate the nature of the types of associations that can exist. 
Although the work of these choreographers engages a diverse range of 
music in a variety of ways, all four individuals expressed a real preference for 
working with live music and musicians, whether it was the result of a musical 
collaboration or not. The use of live music in Herbertson's production 'In the 
Company of Angels' was a powerful visual and musical statement, which was in 
no way lessened by the fact that the music had not been composed especially for 
the performance. The presence of live musicians within the context of a dance 
performance draws attention to the music and thus impacts on the somewhat 
hierarchical relationship that can exist between music and dance. By incorporating 
live music as a physical presence alongside the dance the choreographer is to a 
degree presenting the two art forms as partners in the performance space. 
The ways in which these choreographers present their work, the dance and 
the music, reflects how they perceive themselves as artists. Don Asker 
increasingly sees himself as a 'director' or 'performance maker' rather than a 
'choreographer' which to him implies the 'primacy' of dance over other associated 
art forms. Although Herbertson, Shelton and Healey still  refer to themselves as 
'choreographers', their work practices suggest a much broader identity. In the 
case of these choreographers, their role is no longer confined to merely 
'composing'74 the dance, but also includes the direction of all visual, theatrical and 
musical elements in their work. Herbertson acknowledges this, saying, "I've 
learned over the years to take a musical director role sometimes."75  
This divergence in the scope of work of these choreographers seems to 
indicate a blurring of the boundaries between the arts which is reflected in the 
current trend towards mixed media performance. The work of these 
choreographers illustrates the many different ways in which music and dance can 
be aligned. The two art forms can be closely interactive and reflexive or they can 
simply exist in the same space, music can function as a signifier and provider of 
information or it can evoke an ambience and support the 'quality' of the dance. 
The possible ways of expressing the relationship between music and dance are, 
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to an  extent, limited only by the creative vision of the 
choreographer/director/performance maker. 
 
***************** 
 32 
In Conclusion... 
 
The diverse ways in which these choreographers utilize music in their work 
reflects their willingness to engage music in ways which constantly re-define its 
relationship with dance. The approaches of these four choreographers are in 
many ways quite different but in all of their work there is a sense of moving 
beyond the traditional boundaries which separate one art form from another. As 
choreographers, their work and ideas represent, in many ways, a continuum of the 
philosophies of modern dance, exemplified by individuals such as Martha 
Graham, Merce Cunningham and Pina Bausch. Although this aesthetic position 
implies that dance should establish an identity which separates it from the 
traditional associations with music, the work of these choreographers reveals a 
desire to create meaningful partnerships between music and dance. 
This interaction between art forms reflects a broader picture of 
developments in late twentieth century culture. In her discussion of 
Postmodernism in dance, Sally Banes describes some of the characteristics as 
being "...irony, playfulness, historical reference, the use of vernacular materials, 
the continuity of cultures, an interest in process over product, breakdown of 
boundaries between art forms and between art and life, and new relationships 
between artist and audience."76 This is an interesting assessment of contemporary 
culture and one which has obvious resonances with the work of the four 
choreographers discussed here.  
One could surmise that this "breakdown of the boundaries between art 
forms and between art and life" is indicative of a desire for art that is accessible 
and relevant to society.  Creating work that incorporates a number of art forms 
could represent an attempt on the part of choreographers/directors to move away 
from the artistic abstractions of modernism towards a more widely accessible art 
which refers more generally to the experiences of society. 
What emerges from this study is a sense of the creative potential inherent 
in the exploration of the relationship between dance and music. The approaches 
to the interaction of these two art forms in the work of Herbertson, Asker, Shelton 
and Healey displays diversity and the desire to extend the conceptual boundaries 
that exist between music and dance in contemporary Western culture in the 
creation of work that is innovative and challenging. 
                                                 
76in Trachtenberg, The Postmodern Moment  
 33 
 
 34 
BIBLIOGRAPHY 
 
PERIODICALS 
 
Warren Burt; 'Interview with Nanette Hassall', Sounds Australian, Autumn, 1992, 
(Sydney) 
 
Warren Burt & Anne Thompson; 'Fair Exchanges', Writings on Dance V, 1990, 
(Melbourne) 
 
Wendy Cook; 'Dance and Music - A Marriage of Convenience?', MUSIC THEATRE 
DANCE, Vol. I, Winter, 1990,(London) 
 
Roger Copeland; 'Towards a Sexual Politics of Contemporary Dance', Contact 
Quaterly, Vol. VII, No. 3/4 , 1990, (New York) 
 
Elizabeth Dempster; 'Women Writing the Body', Writings on Dance III, 1988, 
(Melbourne) 
 
Stephen Leek, ed.; 'The Music, The Dance - Do they need each other?', Sounds 
Australian, Winter 1989, (Sydney) 
 
Nancye de Wilde; 'Four Choreographers Talk about Music', Key Notes: Musical Life 
in the Netherlands , 1980/2, (Netherlands) 
 
 
 
 
BOOKS 
 
Margaret H'Doubler; Dance: A Creative Art Experience, (University of Wisconsin 
Press, 1967) 
 
Suzi Gablik; The Re enchantment of Art, (Thames and Hudson, London, 1992) 
 
Pia Gilbert and Aileene Lockhart; Music for the Modern Dance, (Wm. C. Brown 
Publishing Company, Iowa,1961) 
 
Doris Humphrey; The Art of Making Dances, (New York, 1959) 
 
Jacqueline Lesschaeve and Merce Cunningham; The Dancer and the Dance: 
Merce Cunningham in Conversation with Jacqueline Lesschaeve, (Schribner Book 
Company, New York, 1985) 
 
Norman Lloyd; 'Composing for the Dance', The Dance has Many Faces, W. Sorrell, 
ed; (New York 1952, rev. 1966) 
 
 35 
John Martin; The Modern Dance, (New York, 1933) 
 
Stanley Sadie, ed.: 'Dance: Chapter VII; Twentieth Century', The New Groves 
Dictionary of Music and Musicians, 
 
Henry M. Sayre; The Object of Performance: The American Avant Garde Since 
1970, (University of Chicago Press, 1989) 
 
Graeme Skinner, ed.: 'Collaborations, Chapter 2; Dance', The Composers Speaks 
(pub'd by Sounds Australian, 1991) 
 
Trachtenberg, ed.; The Postmodern Moment: A Handbook of Contemporary 
Innovation in the Arts, (Greenwood Press, Westport, CT,1985) 
 
Arlene Zallman; 'Music and Dance', in New Dance- Approaches to non literal 
Choreography, Margery J. Turner, ed., (University of Pittsburgh Press, 1971) 
 
 
 
PERSONAL INTERVIEW TRANSCRIPTS 
recorded by the author 
 
Helen Herbertson 18/5/94 
 
Don Asker   20/5/94 
 
Beth Shelton  13/8/94 
 
Sue Healey   25/9/94 
 
 
 
 
